n4                    A MASTER OF PASTICHE

he turned to Puvis de Chavannes, a painter of sad, blue lyrical pictures
which he skilfully combined with El Greco and the seventeenth-century
Baroque mannerists to produce the famous 'Blue period.'   To this
ragout he added various of Degas's subjects and much of the latter's
theatricality.   The ' Pink period' which follows is still a fairly straight-
forward development from the Blue, incorporating the Harlequin
of Watteau and a soft Greek flavour compatible with the wistful
sentimentality which replaced the morbid gloom of the previous five
years.   The first of the abrupt transitions took place in 1906 when
Matisse presented the young Picasso with a piece of Negro sculpture
and Picasso abandoned his previous formula in favour of a stark series
of pictures based on Negro art.   Three years later he recognized that
Negro sculpture was compatible with Cezanne's compression and
separation of natural forms, to underline their organic structure.
Picasso seized on this logical practice and carried it to its illogical
extreme in 'cubism' where his tendency to disintegrate form was
given a specious theoretical backing by various poets and apologists.
By 1911 the forms were so entirely disintegrated that, far from stressing
the natural structure, the sections were only related in terms of design.
Originality in one sense, but the basis was Cezanne's ready-made
hypothesis, and thus was still based on art and not the observation
of nature.   Cubism, which passed through various forms, from close
imitation of Cezanne, through the 'facet cubism' of complete disin-
tegration, arrived in 1914 at a decorative formula for producing
harlequins and loaded tables which included the use of 'pointillism'
which Picasso borrowed from Seurat   In 1917 Picasso went to Rome
to design the ballet(Parade5 for Diaghilev and in,Rome he embarked
upon the first of his dual roles.   He painted decorative cubist harle-
quins and at the same time heavy, romantic, realistic female nudes
derived from Roman sculpture.   His ballet designs combined both,
and in ' Puicinella' an echo of thei Pink period' with an added overtone
ofcommedia del arte.   PicassoJs appetite for influence now became in-
creasingly vicarious, for he had added Ingres to his scalp belt in 1915,
with a large number of pencil drawings in the manner of the great
classicist.   The 'neo-classic' period which resulted lasted until 1924,
but the decorative cubism continued through a series of monumental
still lifes which became steadily more calligraphic as Picasso's great
linear gift developed.   These still lifes still owed a good deal to
Cezanne, but they were interwoven with various decorative conven-
tions invented by George Braque and colour relationships derived from
Matisse.   The late twenties produced a wide variety of concurrent
manners from numerous sources, and it is between 1927 and 1936
that Picasso evolved something like an individual contribution to
art, a synthetic but very convincing paraphrase.   This was naturally
a linear convention, arising out of cubism, and the paraphrase